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STEVEN LOWENSTAM this topic has not been undertaken. Second, why are the particular subjects of these reliefs chosen, or why are the specific narrative scenes with which they correspond selected? That is, are there some unifying motifs between the pictures themselves or between the later episodes? Finally, does an analysis of diction and motif lead to any new conclusions about the meaning of the ecphrasis?
Six scenes are represented on Dido's temple.4 The first is general: in one place the Greeks are seen fleeing, while in another the Trojans are chased by Achilles (1.466-468). This scene sets the stage for the following pictures. It is not connected with the other reliefs in diction, nor does it directly correspond with later narrative scenes. Nevertheless, the general motif is found in the battle between the Trojans and Italians, each side of which is alternately shown as successful (10.308-361, 11.597-647).5
In contrast, the second scene is specific: while Rhesus is betrayed by sleep, he is slaughtered by Diomedes before his horses can taste Penthesilea. Most critics believe that some of the pictures are composed of more than one of these details, and no one considers the appearance of the Atridae (1.458) to be a separate relief. Knauer 349 sees four scenes with special meaning (#3-6), preceded by an introductory scene (#1-2 joined) and followed by three transitional pictures (#7-9). Stanley 275 lists five pictures (#3-6 and 9), while R. D. Williams counts seven (#1-6 and 7-9 joined as one). Austin ad 1.466ff. interprets four pairs of scenes (#1-2, 3-4, 5-6, and 8-9). Di Cesare 12 sees eight panels (#1-7 and 8-9 joined), as does Clay 202 (#1-6, 7-8 joined, and 9). Thomas, 180 and n. 18, considers all nine details to be separate pictures.
I distinguish scenes mainly by the guide-words: nec procul hinc . . . parte alia . . . interea . . . quoque. There is no transition at 1.483, where the subject changes abruptly. The correlatives hac . . . hac of 1.467-468 seem to me to indicate two sides of the same picture.
s Clay 203 sees the first panel, which he splits into two, not as a general scene but as one corresponding to 9.756-818 and 12.554-613. I do not share this view because, as will be seen below, the other pictures on the temple correspond with later scenes in the Aeneid not only in subject but also in motif and diction. bloodshed (multa vastabat caede, 1.471), the very intent which Nisus both articulates (ingenti caede, 9.242; haec ego vasta dabo, 9.323) and actually accomplishes (nimia caede, 9.354; cf. 9.342, 453, 456). Rhesus and his tentmates are asleep when the enemy arrives, as are Rhamnes and his companions (somno, 1.470; somnum, 9.326; cf. somno, 9.189, 236, and 316). And whereas Rhesus' horses have not tasted Trojan water or food (pabula, 1.473), Nisus is compared to a lion who has not eaten (impastus, 9.339). The lion image is stressed by the fact that Nisus is wearing a lionskin (9.306-307), and in the corresponding scene in Homer Diomedes is compared to a lion (Il. 10.485-487). Finally, a point of connection that will prove significant is that Rhesus and his men are deceived by sleep (prodita, 1.470), while Nisus and Euryalus are betrayed by the latter's greed in despoiling the Rutulian corpses (prodidit, 9.374).
The third relief on Dido's temple depicts Troilus as he is dragged by his chariot, from which he has fallen head-first (1.474-478). The youth had been slain by Achilles and is characterized as infelix puer atque impar congressus Achilli (1.475). Although duels in the Aeneid tend to be unevenly matched (and congressus is often associated with the idea of inequality in the poem),7 the rarer motif of an unfortunate youth killed by an older, stronger warrior is especially prominent in Book 10, where there are two important instances. In the first, Turnus assumes the role that had been played by Achilles in the relief, which seems appropriate because the Sibyl had predicted that Aeneas must confront another Achilles, and Turnus claims that distinction (6.89-90, 9.741-742). When Turnus meets Pallas in battle and the youth is described as inferior in strength (viribus imparibus, 10.459), the image of the impar congressus Achilli is evoked.
To identify the second occasion on which the impar congressus Achilli is recalled, we must consider who assumes the Achilles role in the last half of the Aeneid. For even though in some respects Turnus is the Italian Achilles, Vergil plays with the question of whether it is Aeneas or Turnus who should be identified with the violent Achilles and also with the wronged Menelaus, who is justified in seeking redress. Conversely, is it Aeneas or Turnus who follows in the steps of the noble Hector defending his people and perhaps Paris, the thief of other men's women?8 The identifications are not obvious, and there 15 Servius ad 1.456 suggests that, while the whole war (pugna) was depicted on the temple, only the scenes involving Diomedes and Achilles are described by the narrator. The essential question, however, is how to explain the rationale of the order in Book 1. Clay 202 mysteriously states that the order is not historical but "psychological, psychagogic, and protreptic." 16 Cf. Knauer 350, who considers these four reliefs "von besonderer Bedeutung" and ignores four others, which he considers less important. Stanley similarly considers the same four panels and states that "the panels provide clues in sequence to what lies ahead" (his emphasis).
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be Dido's, and the juxtaposition of the two women is a skillful instance of Vergilian foreshadowing."'8 Hence, the secondary role of the Penthesilea relief-to introduce Dido-forces it to appear last in the description, though this picture does not correspond with the last episode of the poem. In a curious way, however, the Camilla episode is associated with the end of the epic. The line closing Camilla's death scene is identical with the one ending the story of Turnus and the poem as a whole (11.831 = 12.952). In some small way, then, the identification between the Camilla and Turnus scenes in the second half of the Aeneid diminishes the reversal in the order of the reliefs with which they are connected.'9 II Hence, the six reliefs described in Book 1 correspond with later episodes in diction and theme, but the connection is even more significant. The pictures on Juno's temple prefigure episodes in the last half of the Aeneid that illustrate a major motif of the poem. Again, the first and last pictures are transitional: the first introduces the wavering fortunes of war with different sides prevailing at different times, while the last scene contains some general material (Aeneas combatting the Argives, 1.488) and prepares for the arrival of Dido, with whom Aeneas will soon be in conflict. Nevertheless, all the reliefs in some way comment upon the limitations of pietas when confronted by furor.
The interaction between loyalty and irrationality is especially evident in the Nisus and Euryalus episode.20 A noble cause impels the young men to undertake the night mission. In fact, we almost find a textbook definition of pietas: the piety of Nisus and Euryalus will preserve the gods of Troy, their patriotism will save their countrymen, and Euryalus' family devotion will safeguard his mother (pietatis, 9.294).2' Nevertheless, the two men are overcome by a lust for slaughter, as Nisus himself recognizes (nimia caede atque cupidine, 9.354). Euryalus burns and rages (incensus et ipsel perfurit, 9.342-343). It is this madness that leads to their deaths. slaying him, to return the body undespoiled. Nevertheless, Aeneas, who stresses his own pietas at this moment (10.826), only succeeds in expressing this virtue after the fact, when he has killed the very youth whose pietas he admires.25 Hence, once again loyalty is confronted and tested by irrationality, and the results are not entirely satisfactory.26
The fourth relief calls to mind the Rutulian women making supplication to Minerva as the Trojans are attacking. We are told that Turnus is arming himself in rage (furens, 11.486) after the bloody signal has been given (signum . . . cruentem, 11.474). Lavinia is caught between the violent hatred of Turnus and the pietas owed to Minerva,27 whom she is too ashamed to face. Lavinia is innocent but is unwittingly the cause of the war (causa mali tanti, 11.480). While the relief in the first book focuses on Minerva, whose refusal to face the Trojans (oculos aversa) foreshadows the failure of their prayers, the latter scene depicts Lavinia with averted eyes (oculos deiecta), poised between pietas and furor, incapable of attaining either. Later she is compared to ivory stained by dye (violaverit, 12.67). The implication is that she retains her purity but has not avoided 
